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THE USE OF TECHNOLOGY AS VISUAL EXPRESSION IN 
CONTEMPORARY ARCHITECTURE 
INTRODUCTION 
"You go through a heavy industrial area of a large city and there it all 
is, the technology. In front it are high barbed wire fences, locked gates, 
signs saying NO TRESPASSING, and beyond, through sooty air, you 
see ugly strange shapes of metal and brick whose purpose is 
unknown, and whose masters you will never see. What it's for you 
don't know, and why it's there, there's no one to tell, and so all you can 
feel is alienated, estranged, as though you didn't belong there. Who 
owns and understands this doesn't want you around. All this 
technology has somehow made you a stranger in your own land. Its 
very shape and appearance and mysteriousness say, "Get out." You 
know there's an explanation for all this somewhere and what it's doing 
undoubtedly serves mankind in some indirect way but that isn't what 
you see. What you see is the NO TRESPASSING, KEEP OUT signs 
and not anything serving people but little people, like ants, serving 
these incomprehensible shapes. And you think, even if I were a part of 
this, even if I were not a stranger, I would be just another ant serving 
shapes. So the final feeling is hostile,..."(Pirsig.Robert m. pi6) 
In times when cataclysms and traumas of every description are being 
treated with increasing complacency it will be difficult to believe that 
architecture can any longer make a significant impact on, let alone 
shock, society. That it continues to do so is simply because 
architecture is difficult to ignore. It is unavoidable. Society is compelled 
to experience it on a more or less daily basis, as it has done 
throughout history. 
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History is littered with examples of buildings and other structures which 
have 'shocked ' societies. It may be early examples such as the 
Egyptian pyramids or the more recent Lloyd's headquarters in London 
or the Pompidu centre in Paris. More often than not, each example 
represented advances in design, technology, philosophies, which have 
left an indelible mark on history and which still, confound to this day. 
The analysis of public buildings particularly in the west has shown that 
there were distinct influences on the choice of their character and 
structural systems. These influences were instrumental in not only the 
choice of the main structural material, but in the articulation of the 
structural form of the building as well. Despite a very complex 
interrelationship and interdependence, the influence shows a distinct 
hierarchical relationship. The influences were in order of their 
magnitude: societal and economic (socio-economic), building 
technology and architectural expression. 
1. Socio-economic 
2. Building Technology 
3. Architectural Expression 
The strongest influence was socio-economic. Social needs and 
economic circumstance combined to influence the type and material of 
structures. Such influence had much effect on architectural expression. 
As the global economies expanded the power of economic forces 
began to decide the character of a building ever than before. 
The second major influence on the choice of structural form was 
Building Technology. This term is understood to include the entire 
realm of building (the verb) and construction technology. With the 
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advancement of science and mathematics newer more rational 
methods and materials were developed. New construction techniques 
such as air-applied concrete, reusable forms and steel scaffolding, 
were invented or introduced to make the new material an economically 
viable option. 
In the area of design concepts the architects and designers where 
encountered with enormous number of possibilities and choices of 
materials and techniques. New structural theories, mathematical 
solutions and calculations on the structural engineers' part and new 
architectural and design philosophies and styles on the architects part 
where the next steps resulted. A new perspective of looking at 
technology and its' developments were adopted. Constructivism, 
Expressionism, Archigram, Modern Movement are a few of 
architectural movements that attempted to grasp these technological 
"explosion". 
After the socioeconomical and building technology the third major 
influence on the choice of structural form was architectural expression. 
This is understood to include not only the general architectural 
ideologies and "ideas of expression" which were prevalent at the 
appropriate historical movement, but also the intent of the individual 
designers. These architectural ideas are best known as "styles". They 
emerge from time to time with new or developed solutions to existing 
problems. These styles always carry an inherent array of architectural 
metaphor. There will always be new icons to give visual identity to 
such styles. These multitudes of expressions are formed with the use 





First there was a slow, but distinct progression in the acceptance of 
new materials and technologies within the architectural community. 
First these were scorned as not being worthy of consideration. Then 
they were embraced to symbolise the new society, which was to rise 
from the ashes of the First World War. This transition required the 
guiding vision of such architects as Perret and Granier. 
"Technology and Its power define the essence of our life today. Not 
only it is everywhere, it is in and about everything, a continuous 
massive, growing influence which controls and dominates every aspect 
of western life. To talk of technology as something separate is to 
misunderstand the issue. Anything you touch or do is inextricably 
embedded in its own technology. It demands know-how and skill, and 
the utilisation of an ever-growing amount of new information, mostly 
not fully comprehended." (Rice, P.p36) 
Today, with the vast high-tech possibilities in hand there is a kind of 
modern building, which plays on the superstition that mechanisms are 
truer or more inevitable than art. This style began to grow up in Britain 
with the patronage of architects like Richard Rogers, Norman Foster 
etc. Their buildings express a secretly picturesque view of technology. 
It gives one a way of including eccentric variety and even misrule in 
visions at the same time hard to fault for their rationality. 
The most incongruous fact about the wilder hi-tech buildings is that 
they tend to be museums not factories, financial or cultural rather than 
industrial institutions. They are essentially gorgeous pictures of 
technology for those with sufficient leisure to interest themselves 
casually in workings. The technology is high not advanced (though it 
may be strange, a new way of doing something for which there is a 
cheaper, too familiar alternative), but prominent. It is more visible, and 
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there is more of it in proportion to everything else. As if, a nightmare, a 
cherished wish, life could be consumed or directed by it until nothing 
else was left. 
If these were the ills of modern architecture then there would have 
been a desperate need for new thought and a practice. A new practice 
to answer the queries that filed the modernist and even the post 
modernists. The desire was for new ideas to counter the past problems 
and to give courage to face the future. The demand was for a brand 
new approach to architecture. 
The New Modern or the Deconstructivisit approach to architecture 
emerged as a new philosophy to tackle current architectural problems. 
This seemed to attack the fundamental notions of architecture with 
aggression. This new approach appeared to be very fond of the vast 
technological possibilities that were at their disposal. The question 
seem to be whether the new theories took the choices offered to them 
intelligently or whether the theories were blindfolded by these choices 
that were on offer? 
Bernard Tschumi, Peter Eisenman, Zaha Hadid, Frank Gehry are a 
few architects who have taken the challenge. They seem to grasp the 
essence of the new technology and mould it in their creations. As a 
group of modern day architectural practitioners their work seem to be 
creating the most shocking waves. At the same time this seems to be a 
trend-setter. Which makes it much more important and critical to 
explore the effects of this new architecture. 
The extraordinary pace of technological change too is of major 
concern. These changes influence the built environment. These have 
many implications for the design and design process. Technology can 
not be talked separately from society and the natural world. 
Technology is not something external that has to be discovered. It is 
intimately linked with the historical developments of society in a 
political and economic way. Many wonders have been provided by the 
success of technology. Yet, worries have been punching through this 
rosy picture in the form of environment damage, resource depletion, 
and human degradation. 
" Technology is out of control that is certain, and cannot now be 
stopped. But whether it will lead to our destruction or will continue to 
benefit us, as it has largely done up to now, is not so clear. There are 
ominous clouds overhead." (Rice, P.p36) 
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